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ABSTRACT , 

This handbook is designed to provide basic 
information that is necessary to use the Chelmsford School System's 
Instructional Media Center (IMC). 'It defines six different media/ 
(print, sound, television, photography, movies and design) and, 
suggests a series of separate Classroom production activities/in 
each. An emphasis is given to the 'ways in which media may be used to 
teach fundamental processes and concepts inherent in five major 
subject matter disciplines (language arts, science, mathematics 
social studies, and foreign languages) . It is suggested that a ' . 
teacher can teach such fundamental skills as translation, grouping, 
transformation, point of view, cause and effect , and "prediction In 
the context of each subject area. It aleo provides some practical 
advic^ in handling 'media tools such as projectors, sound eguipment, 
and cameras. The last part introduces technical ?tnd library services 
available at the IMG. The cost q£ -technical services is outlined in 
the Appendix. (CH) V 
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fNTRODUr/HON- ' * ' ' ' 

r : „ / 

We learnr by doing. Experiences which actively engage our hands 
and cye"s>stay with us. Perhaps the true virtue "of modern culture is 
the rich variety of media it affords for understanding and expressing 
ideas in the' arts £nd sciences. Movies, radio, television, photograph/, 
design ; and print are available to us not only sources of information 
and entertainment, but as grnspabie* tools for active, creative, and, 
ultimately, educational production. t V 

* » 

The basic aim o^ the Chelmsford School System's Instructional 
Media Center, is to bring the full range of media from the real world 
into the classroom, just as the curriculum aims to bring the full 
range of knowledge disciplines from' the real world into the classroom. 
In this sense, ''ins^ruc^iona'l media" may be the wrong term, for it 
implies that certa in.. media a'rQ "instructional" while others are not. 
To our. mind, creative activity in -a cultural medium like photographv 
or television involves as much legitimate learning as do more 'cxplicitcly 
educational devices like f i lm'st rips overhead transparencies, or 
language records. 

We want to be honest about our biases., We. are here to- serve, 
youvjnit our relationship will be mpst fruitful to tlie degree that 
we mec.t\ each other halfway. Our ma in. interest is in hoping yqu work 
up a particular idea for using cultural media actively ^n your 
curricuiuM. Such ideas might include producing % a class 4 newspaper or 
comic book scries, building a iinit on advertising t including production 
in print, design, and television), or grouping some "Igood short fi-lms 
into a screen education course. We are les. f > iriterersTcd i.n simply 
grinding cut and stockpiling pre-packaged "instj-uctiohal materials." 
Of course, we do not deny the value -.of having students absorb, the . ' • 
content of such materials, but, again, u f c want to expand the'iy 
definition - and the sorts of tilings we collect here - to include-. • 
uedi a product ion's ( student - produced as we 1 .1 a s prof c ssior-ial 1 y - produced ) 
i ike'"* radio plays, tv commercials, sliort 'films, comic books, and 
advert isements. Students -react to such &edia every day, but rarely 
O ;h the uifderstrmcli ng and critlcn] Competence that schools can develop* ■ 



2. . " \ \ - . 

. .. . . . - ' - .' 1 ' 

In short, our concept of medi-a is .pluralistic. T«6 often, * - . 
teachers come to feel that * vv medi2 vv - .have no place in their classroom 
because the usual explanations are confined to- commercial M multi -media" - 
pkpk'ages geared to a pre -determined curriculum, or to the high-powered' 
technology of instructional television, computer terminals^ and n : - 
language labs. Yet design (posters,* billboards, magazrfie* layout) is a 
medium too. So is' imprdvisational .drama*. : And print. ^ - , 

— - ^ i ' 

From reading Chapters' 1* and 2 of this' handbook, you should begin 
tc see - how simple devices yoif:and your students might have *al hpme - 
super-8* movie cameras , Polaroids and Instamat ics , cassette t&pe re- 
corders, even ^enciLs and paper (for drawing* spripting-, and creative 
writing) r can be harnessed to' foster active production as the normal 
classroom mode of learning. We also encourage, you to tune up your, 
own creativity by coming to us wi£h plafts for super -8 .movies, tv 
shows, slide- tapes, artff other tailor-made creations you would like v 
your students to experie^er and tfiscuss . For those interested in w . 
exploring a medium in dTpth, we sh^ll be * of f erijng after- school workshop^ 
in photography"^ television, film,. etc.° And, of course,, we are" also \ 
here to provide technical 'services like duplicating cassett? tapes, 

copying slides, and laminating pictures ('Chapter 4)> #nd library * 

services, like acctession'i^ books, films, fartd microfiche? (Chapter " 5) . I 



t W(* hopev that Learnin g through Media will serve as a catalyst f,or 
information exchange - -no t only/*with teachers, who share our , philosophy 
and find the notions 'in this Wook second nature, •but with those who 
have developed other kinds of teaching ^styles. We want feedback on 
the relevance of this hahdbook to vour own needs. We'd-'MLke to -hear 
descriptions* (including anecdote's 'a^nd curriculum materials) of how you 



have involved media or other, tactics in your teaching. We 1 11 share 

information and rdcas of this^sort with AW of you through an occasional 

* * 

\ newsletter . 

x \, 

Sec you ifl the IMC . . ' • . a 

. . . ' ' )• 

• * < . 

< Dan Wallace" * ■ . ' « , 

* •' <■ a yjim jMorrow • * . 

aBMa ' ? ■ . ■ / .The JMC, yKl-3861 .' .• ' » 



Chapter 1 * 

, . •* * 

MEDIA FOR STUDENT PRODUCTION { 

' • ' ' * ' " 7' ' ' ' 

This chapter attempts to define a half-dozen different media and the 

I * * 

sorts of student production possible in each-. These product ion «act iv i t i es 
are, problem-solving in nature. Tlic idea is not simply to make. a .film 
.or a sound-tape or a photo-essay,- but td have- -it successfully communicate 
a pre -determined* idea, theme, value, or topic. Thus,' an activity like' 
CQllage-makiivg demands more than simply giving, the student a fistful 1 ••^ 
of magazines^ and^ a "bottle of- glue and saying, "flere , make a collate. 11 

i y 

The resul t in B thi s case woulc^ probably not be any more worth looking 
at than an essay inspired by "Here, wri/te an essay 11 would* be worth 
reading. Instead, the student and teacher should agree ahead of time 
what the collage., is to accomplish- -and whether in fact collage is a 




■■ a. -^ pri n t ^ 5.- 

Khile we take it^or granted that reading and writing are 

productively employed in schools , ) it is Often instructive to wrest 

, > 
these processes from their content and take a hard look at the medium 

of print. By "print" we* do. not mean only those mass-media formal (books, 

nil) 7. ine s , newspapers, posters) -macle possible by the xnj/eht ion of 

movable type, but <ill oG man's communication in symbolic systems - 

from the earliest forms of _ the n pic frograph" 1 to modern writing and usage. 



if r 

V 



It is common among some ipkdia advocates to distinguish ^grint 
,% ' i • ..." i ■ , 

literacy from something they are fond of calling "visual literacy. 11 

The problem with this concept i» that it. ignores print's heritage 

in hieroglyphics, ideographs,, and other forms of the design medium, f 

Further., the visual literacy notion fails to appreciate the degree 

'to which successful production and communication in the media'of . 

film, , photography , and television rests on an underpinning of words, 

both spoken (directions, commentary; dialogue'land written (scripts, 

titles, instructions)-' The ultimate bankruptcy of visual li/feVacy' 

'liea in the .fact that printf is about* as visua l as .any medium ca'n get, 

and that the^causes of reading' problems in many children are perceptual 

""rather than conceptual, Non6 of this is to 'imply that no'n-print media 

•should not be grappled with on their own merits (rathei than as mere 

K *Haudio- visual aids" to textbooks), or that a student's perceptions 

should npt be" developed in areas .other than, the written word, .But -in- 

the IMC, w t e Relieve these goals c^n be-reached without resort to b 
>- _ « . , • • . * • 

fancy,, self -important redundancy ^Like "visual Ip.tepracy . (It's a 
"prof it-making 'lfedundancy , to^boot, judging*from Kodak 1 s enthusiasmy 
for the terml In case you didn'*t know, 'Eastman Kodak does not make 1 
ball bearings.) / 

A rich' Tfange of clas-sroott/activities have been .devised by teachers 
to give the student a feeling of .omfor-t, and control *in the medium of 
words, in addition to building his awareness of the comp.l4men-tary re- 
lationship between .print and design which hjs been so important 

. historically.* * ♦ • 

. . i ■ ■ 

1. production of a .class book, magazine, or newspaper 
*p6ster-rna!:ing (wanted posters, political . posters , ' 
a-dvertiseingnts \ f ■ • ; ^ 

*, t 3. writing copy for magazine advertisements, &nd 
v C designing the page, including visual's- f • 

4. r corbie book making (and pre-comic forms like - ' ; ; 

illuminated manuscripts, narrative tappstries,^ /. 
victory columns, etc. J 1 * ' 

. ' ■ 5. code making and breaking 

6 „ writing in hieroglyphics , ideographs , rfrebuses « 
q ' and made up languages (1 ike« ^jrtian) 
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; ^ 7. creating twenty- five -words - or- less contests, 
crossword, puzzles, and other original games 

^ 8. newspaper* headl ining and photo captioning 

Unlike most of tile other media itftivities mentioned later in this 
chapter, print problems generally require little . for th^ir solution 
beyond a-selection of paper and markers. You might 'want to see us 
about using our "varityp'eV machine, a gadget which prints newspaper 
headlines on paper or transparent film in a style of the Student's 
choosing . 
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b . Telcy i sion • « 

( The pervasive fact- of television in the lives of children is a 

disarming statistic Parents a^d educators are becoming increasingly 

concerned a»bout tjic cumulative effect of Bonanza, ^Rayer Aspirin, and 

even Sesa m e Street . : For many teacher?", the an-swfcr is to use television 

in the classroom as a medium for creative ^prpducti on and active response. 

« 

Whi Te • teleVi sion was originally conceived exclusively as «a •"broad- • 
wast" medium, the advent of video tape in the lat*e 1950' s made it 
possible. to record programs for later viewing. Shows no longer had to 
be done ''live". The implication of video-tape for education is- to define 
tv as a distinct and "maniittila-ble" med-iury in itself, not merely a way 
of continuously tran.ypi tting a play , skit, discus-sion, or other sort of 
staged performance, j *. 



Studio 'Production. The television studios in the IMC and at the 

^ — 



school are adaptliblp to a whole range of video-tape production relating 
to particular areas of the curriculum. Among these productions are: 

1. original comedy and drama shows 

2. skits and sketches (biographical, dramatic, etc*) ' 

3. image-music combinations - 1 
A. "television commercials' 

5. puppet sho\c-s # % . 

6. panel discussions, tall' shows, game shows 

7. ^ instructional programs. * " * 

Sucli shows ^c»n . involve a whole class. Hacli student can write some of 
the* material and do som« of the acting. Reserve the studio at least 
a week --in advance to avoid conflicts and give, us time to -line up a crew, 

Non- Studio product ion . Television is now portable. Most* of the 
above act i vitie s can' be done, right in your own classroom with a light- 
weight ca:aera, VTR (video-tape recorder), tripod, and tv set, A 
remafkable maclvine called the porta-pafc r& ' the biggest advance to date. 
It runs on bAtt erics and is therefore ideal for activities like: 

ERjfc 



V 1. documenting a local place or event } 
j 2. on- 1 he - 5 r reet interviews 

3. dramat ic product ioiis in non-stijdio locations 
(benches, subway "s tat ions t etc-:} 

Most- porta'- pact i#it ic? involve only a few "students (one person pan 
run -the cijtiro system), not ^he- whole class. Thus, the mcdium^is 
especially appropriate to .small groYip research or independent " study 
Reserve the equipment r.t le^st' two weeks in advar'c. 
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Cap tuxe cf on ?*:dio- tape f sotftid, c?is be rvrry Ht ** .'rkc.lt I i*£' : M 
•and .dynaraid' a. laeditttn as* video *tabc : i Indeed, ^cumt eductftjir* fee J 
that .sound, wijtft it s-;ttpp>a L *©^u^ j»i ' * eve t . W a y»tv. vj^aj,, 
medium, \ .high degree of ^ yHenc % e iarajjinat ion ia at **rk Jun^ 
perception Of nidi 1 © pi ay : « lamentably ynneceswary iiijcredi**'* 1 
in the appreciation of television; ? „.« / ^ c_ • 

1 Audio* tape ttrd Vldfto • ttope ftre basically "-the *are feattrlaJ 
a' plast ic base coated ui*h iroiV\ox *de * Video* Up* i* ft^ef^l ly , 
bigger, coning in ha'lfviricfe, one- inr hi and tv^Jnch famkri- 
Aud to - tape f 6t a r ec 1 -AO *. v^ej^ttac'hri ue t f 3 a quart** • i wr h v - 
\Audto-taj>,e packaged »in cas settes i r. an-e fyht/h - inch WMc-, 



\ m 4 Studi o\ B P£od »c r iyA . if you have*' t*oV>:iw; ■ or°e in >H?«i|'.cl-^^^ 
room thniL a reel - to-reel 1 tape ro^-order- Jwui-u record pl«>4r f 'thr 
world of .<ound ca:V be opt pod up to 'your f-Stjdetit * through #uch . 
■activities as: / v • . 



- * s I* v:k!4o plnvs - drruia, :%clVdi £ a 4jt„ and ccnoJy 

2. d i sk jockey /shovs • - new$ t recotdi , Afl<r p^t tr-r : . 

5* rzidio. coftnerfc-irffT' . 

N sta^eo iht etrviwsi wj th e f 'f &rou% pcopif M ~ 

N ok- Studio j^nd uct ij^n, ai th ^ por.tfiMt ;tf recorder . 

acrivities a:)aloj:pu5 ioMhosW^t /^xce^Ccd f^v ttc "-pot jmK a^ ~ 
possible 1 antong then; 1 * ] \ > 1 \" \ ' 

1 ♦ * on- the -stiSVct i.h\eiVic.w5 ; . ' 

% ' x - • " ■ \ . • ' - \ 

m 2. sxii^ffd es^ny< - ca^uiring an ^nvi ronmeii^ t hrotifjh , 

. % 1 fjust the sound's i t^saK^s. ' ' . 

■ ; .. • . '] ■ -' " v * . ' P - " ; . ■ ■ 

The IMC, does- not stockpile; ta«j*^' ^ecnrdf rs. t .i>ut "jou* »hojild ^Inr jihl.t* 

terTgct one, "frbta yo-wr school, Kc arc woVkf.n.Q on n library of aud 

tapes (Uyiionstrat iui: ef fee t i re "tises of "the faeUiuts old rztiio. ah*** 

famous broadcasts f Tonv SVJivatz*?* s^Hnd- esf-u-ys, etc* 

/ . : * • • ■ ■ ■ ' • ■ • ^ , . 



^.d. Photajgraphy / • • 

* Photography is a chemical process, A compound called silver 
bromide can be^made to appear on paper" ( prints ) or transparent, 
celluloid^ ( slides ) in # "grada,tKfrrs> proportional* to .the amounts of 
reflected right tb which the chemical was exposed* inside a camera. 

I O . ■ ■ . 

Wording Wi ch Pictures . ysing photography ii><the classroom does 

not depend upon an actual picture- taking experience. With a series, 

% of photographs culled by yourself or ^our students from newspapers 

and ma&azines,* you can c p*>educQ : ^ i-% - h^/"^ 

. "^H. captioned pho%os - fo< a newspaper or fiumor ma^a^ine 

% ~2,. - photo essays - a^took or mounted series te'lling pJ^ 
im -story, making an argument; ox coiyiuni eating a theme 
3.' collages - non-linear photo designs with a^thematic 
. point ' . - . * ,* * 



jPictufe - Taking . "The above "working with pictures"* activities can 
be made^note "meaningful if ^ou* have ^your students 'take the pictures 
themselves. iVe 3Te present^ycexperimenting with dirt- cheap* cameras 
(rfie Simplex Snapper an^i the Snapshooter ). and developing systems (the 
Patterson tank), and will -.-offer a workshop on^them. .Picture-taking* 
m^kes a good ail-class activity if you can obtain about fiVe' cameras 

and tireak the class into groups - one camera to a^group. 

^ J - 

Slide-Tapes , The, slide-tape is actually a marriage of two media- 
sound and photography^ Either medium can be* the basis of the pro- 
duction. Ycu can start with a sequence of slides (35mm transparencies, 
gerferaliy in color) - eitheHflbm your own cotaectidn, or from a slide 
library, or taken by the slaraents. The problem then "becomes the 
creation of a taped soundtrack which tiSs che slides together in some 
narrative, impressionistic^xpr instructional wa^. Or you can start 
with the soundtrack - a recording of a candid interview, an ^ssay, 
a piece of music, a poem ; and^ thert^c^ea te a serie6 of slides to go 
with it. <\vl recent years, the sii<he-i^e it&^ become very popular 

with educators. Because the visual units are so "inaftimilable" 

O ■ 7 " 



ft 

% 



10 \ , 

you can pidc/up a slide - it's possible to concentrate on the process! 
of 'editing (selecting! timing, and arranging images) without the \ 
technical hassles in\rol\te<J in cutting film an<J tape*. The eduftation&l 
emphSsis in classroom slide-tape, production is usually on these sorts, 
of communication issues, "rather than on the technology of synchroniza* 
tion. Numerous devices now on the market enable you to put inaudible 
"synch signals" on the soundtrack. Upon replay, the signals automatic- 
ally advance each slide At the* appropriate point in the show. Most of \ 
yhese machines r3re more trouble than they'rer worth. We would ^ven # . 
argue that it'*| a good experience for students to run thei^ slide- tapes 
manually 7 , thinking on their feet and anticipating each cut. # ' 
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Movies 
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Film is in many ways\he most demanding medium of all, .but 
when used' with patience and imagination, it is ultimately the most 
rewarding. Cq,st and technical complexity used to be major blocks 
to student film-making, but the advjontr of .inexpensive, cartridge- 
loading super-8 cameras h^s changed that'. With a super-8 camera, 
a couple of rolls of film, and a good script, all your students 
can become successfully involved in the production 4ft 'a class 
movie. * . - ' 

We find that • there, is considerable confusy^ in the mihds of > 
students, and -<spme* teachers, as to the dif f e/ences betVJe^n f ilrt ajrd 
video-tape.. The final products look similar - mQving, images with 
sound. But tv is basicallyan electronic process, whereas film is*a 
photographic process. At the present stage) in the development of 
% the two media, the video- tapes . that most school systems can produce 
differ from the .movies they tan produce in several" significant tia/s. 



1. The sort of editing* you can do with a mojrie is 
muclv.morfc dynamic than what you caiv dc^ri th* a 

*• . video -*£pe . The individual $hots,you taKe for a 
movie can be 'endle.ssy re-'timed apd re-ordered, 
whereat <withf video- tape it is feasible ^to nave but 
an occasional "cut", and then only between se- 
quentially-recorded segments B The jeffect of a film, 
* * 

r ' therefore f of ten/ derives) from the juxtapdsition of 
images as much as fvoiif* the content of any given shot. 
In tv, the basic problem is to record and broadcast 
a sustained performance in such a way that it is 
effectively revealed. V 

2. A movie can be in color . Our video-tape systems 
. ' record in black ancjf whirt*fc only. ^< * 



1 
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3, With, film the big special effect i,s animation . 

With video-tape, the big special effect is the 
A dissolve , the* technique of overlapping shots 
fro* different cameras for "s^ithetic images", 

* * ^ V 

** 4. Video-tape is much* more flexible than film when J 

J . il*cam^ to the- dimension pf^sounc^. The voices of 

tv performers can be recorded simultaneously and * o 
^in synchronization with the accompanying shots on . ^ 
- " „ . same piece of tape. #< Ad^itToiia^l sounds - music, c J ^ 

■Sound effect^/ narration * i can be fed in at the. 
sanie tiyie- from other sources (tapes, reaejrds, * t 
' • auxilliary microphp^s).^ or "duBbed"" later 'With 

our present f acilitTCjT, - stound for a movie must come* 
. ^ from a s^tate tape, and 1 ip u synchronization re- 

quires dontinu^l adjustment of the projector and 
tape recorder, * . \ 

^ 5, On the other hand, film is much more flexible tt\$n . 

video-tape when it comes to J the dimension .of the 
\ * camera , A movie camera can be mprfea through an 

endless variety of angles, posirion^, «md locations, 
whereas a tv camera (with the exception of the 
*porta-pak* camera) t heavy and attached /to cables, 
'gencrall^has to record the action from staid points 
* of View. 1 ' 3t 

^ 6. Movie film must b^ developed^ before it c^n be viewed, 

whereas with\ video-tape, yotf have "instaiit replay." 

- Faction Films , Thi? use of the film medium in6JLu«ie»s 4the production 

of original narrative scripts and solving problems* l^fc/ke staging imp'or-* 

/ + J 

t«yn moment ^ from literature for the .camera. / 

Documentary and 'E duca't ional Films . Classrooms (jften produce more/^ 
meaningful -land more lively - instructional raovids than do commercial 
companies. Films that teac;h nteed-not be didactic, as exciting shdrts 
like Univers e and Time Is demonstrate. If you/ class makes a super-8 
educational film that runs less than three minutes, you can have it 
<y:kagcd for viewing on a^film-loop projector. 

ERIC 



4 



V 



13 



Animated Films , The process *fj^mation' enables you t'o make 
inanimate drawings -and objects. com6 to -lijfe. By-changing tlig postioji 
q£ the subject slightly between the expdSftre of ihdividu4l frames, an 
illusion of motfipn is created, Animation is applicable in both the 
.areas of educational films (chartijs and diagrams with mAving, parts, . 
^/time-lapse phenomena' like plants opening) and f iction . f ilms^anirfta^ed 
^ cartoons). Pixillation is a term for the animation of three -diifteniuonal 
subjects like clay nfodeH, objects, >and people/ Because your students 
wili complete their art work atfdifferent times. a>id will therefore .not 
need the camera all at' once*, it is possible with careful schedul^nj^ • 
tp^ involve most of a class in animation. £ ' 



Scratch Films . Also calledViMrawing \>ji film" and "cameraLess 



animation this prpcefcs is a way for every student in the class to 

majre-a movie in a fe.w days. Clear 16mm leader can , be drawn on frame- 

bv-frame with dyes or % less permanently, magic markers. • Similarly 9 

designs can be scratched in the emulsion of unexposed (but developed) 

color stock. Each student works on a fewf<?et, and^ then-all -the pieces 

are spliced together into a movie which, when projected, dances about 

the sc£M*n jvi'th a gaz^y, anima ted * effect 
J • * \ ; 




> 
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-Most of thaSAhings we see, around us *■ tools, inventions, 



uildipgs, fufhifure, art objects -and works of nc^ure - were 
created afcct*rding to principles of de&gh V Design was the first, 
medium to evolve after body language and speech, and it coi/ld evtfn 
be argued 'tha't^ i t ^>recee'ded . speech inf the form of designed tqol$! 
arid weapons. The design medium includes, of 'course, traditional 
forms like painting, spulpture, Architecture^, woodcuts, and crafts, 



x t^ut its definition cail also be j fxpanded to generate classroom 
:tivities like: . - * ^* , 

1. 'designings a new invention'- scfl/e practical gadget 
that would help you get through th^pday 

2. ^ new, designs J^or everyday devices '- houses, .cars, ' 
furniture ' . . * % • t * 

3. designing andvmaking masks., clotties, and costumds 
4.. inventing a' niw game or sport and designing Whatever 

boards,- carets, playing fields, of balls ate needed' 
to play it . . 

5.. design in nature activities • imagining new life formf"^ 
on. paprfV ? studying the "functional balsis of plant and-' ' 
* animal design • # . i ^ - 

6. creating maps and pictures that tell all about an , J 

* imaginary planet* its"\eography , ecology, inhabitants 
*7. problems in abstrarct design - creating <a picture 

of a sound, a smell, an idea + * * 

8. print/design activities like making c6mic books, « 
f*" poster s,., advertisements 
.9. photography/design j^ctivifes like mounting pictures 

on a three-dimensional object designed as .an expression 
of tltcir thojne ' 1 

10. 1 making overhead transparencies, three-dimensional models 
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and similar learning materials 



> 



it. inventing original signs, symbols/ logos* - • 

and trademarks * ^ 

12. [creating collages abased on 4 a pre-developed idea 
: ,(like race or \tr?nspoYtation or the futility of 
all human endeavor) f * • ' ! 




We end this chapter on a theoretical note. Keep in mind * that 
there are differences, in the fundamental natures ^of all . the; media. m 
These differences should influence your choice of medium- as well 
as the ^gahizatj>onal strategies you use to. bring a, particular/ ^ 
medium to your class J To summarise* 



!• Iti design , the individual elements are perceived 



simultaneously . There is an "all pt once-nesi" to our initial 
perception of a collage or a painting*. Exceptions! to this notion 
exist (comic books, -some th^ee-dimenisional sculpture) an4 at the 
physiological level it is known^ that any object is visually perceived 
through rapid eyeball scansion of different areas of the wholtf. 
Nevertheless, ^most design projects involve a singular , # unified, 
immed^te impact (as in an one-panef cartoon or a symbol £or peace) , 
rather than the sequential presentation of .different images over a 
1$' >ced period of time (as when telling a story involving different 
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locations t « or sumip^rizing the steps of ,a particular proces3>. 

' 2. Photography is similar to design* in the more-or-les^ 

simultaneous perception of a particular work in ill its elements. . 

However, in the casfe o^/a sequence of* 'photographs t (jas in a^^otp * 

es$ay*or a slide- tape V/ our apprehension is a serial, discontinuous, 

'"one at a, time M experience/ This use of the medium mak\s it i^dQal 

for the sorts ? of ideas mentioned ab6ve as being inatfnropriatejt^ % 

most kinds ofL^design (story* telling Jfitz. ) . ' * . *• • - • 

■'• - 3 J ^ Fifl m is. dif f ej«eirt from photography in that the v 1 , 

^eparate ima^gcTs'can be edited together -with Auch ; mcre flbw jand time ^ *\ 

continuity than i*s 'possible, with'a' photo ger ie sj indeed " cont inui ty 

Ms .the term film makers most often seize upon* tc\de scribe the' b'asic ' 
T , . » • * * 1 • / 

challenge,. of creating a movie. Continuity bettfedn separate *movie 
\ - , ' 7 * 

images (shots)'caji be achieved in a variety of wAy* - matching action 
p- • f ^ ■■ \ ' jf ■ • * " . 

(so that 'movement in one shot picks up 4 fit the exact poin^where «.'\*- 



it left, of f in* the previous shot), matching the direjution.and position 
of the subject from shot to shot, and cutting; shots Very >short. At 
the same time', film can also achieve a dynamic kind of discontinuity ■ 

*that a photo series cannot. Because shots replace each other. on 'the 
screen* without any perceived time or space in between, visual metaphors, 
and similar effects created by the juxtaposition of two different i.hots 

.tend to register spontaneously as a third, new idea, and not merely 

* * v -0 0. ' ■ jL *" 

as a sum of part* which the viewer may choose to impose on the work. 
Where design is a simult aneous' medium ,*f ilm isCan instanta neous /medium, 
4 t . Television is simiTar toj film in that it presents events 
as happening continuously over a fixed; period of time (generally with 
accompanying synchronized sound) . However, where £xlii achieves its 
effecvt as a rule through tHe v editing of separate shots into an imprest - 
ion of contitiGus time, video-tape productiguisNachieve it by recording 
actual continuous events continuously . Thus, t/his medium lends* itself 
o discussions , garnet and sports, sustained iniervilews, and pla^s. 

• T r ■ r 



J 
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Chapter 2 



\ 



< J1EDIA. IN THE CURRICULUM 



'Chapter 1 dealt \Fi<h_ media in isolatxQn and suggested ^ series ^ 
^of^eparate classroom production activities. We* feel/ \ioy/tvex, 9 # 
'that the* most valid dpd f ar**rd^ohing learning occurs in,'.the[> 
- classroom when medi<a are used in coordination with each other— to - 
. explore a particylar* component qf the curriculum; In thi& chapter, \ 
thck focus \sKiftjs x from media frer se to ways in which mediji might be 
us£k to 1 explicitly teach fundamental processes and concepts inherent 



in 



jsubject mavfcteip discipline^ 






a. Content and Approaches to Content ■ • ■ 

, As we see it, there arc two basic types of classroom media 
activities. In the f irs£ x type, • students enga^ in produ^tidfi to) 
learn some infprma§ional f ^conceptual , or factual content of, the* ' 
curriculum. This generally involves the whole class working on the 
Same pro j ect . * • 



J the second type of activity derives from the teaclier 1 s , diagnosis 

,of the particular educational needs of the students in the class. 



/ 
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VThese needs fal| in the area 0/ basic skills , .processes f or approaches 

implicit in the subject matter content, rather than the sutij-ect matter 

. * « s * 

content itself. Such skills, are the foundations ""up^n which, a student's 

jjjastery" of Formal knowledge and general effectiveness as a person are * % » 

> "built. ' . k 

* ■ . > • • 

We apologiz-e for the 'rathjpr theoretical sound of all this. < It • 
may seem"out>of place in a practical handbook, 'But we want to em'phdsizc 
that 'the mo vs A we have tried in the IMC to explicitly tGach the basic 
processes involved in successful media production . (as opposed to. making «. 
a collage ^pr .the fun of it 4 or a movie for the sake of* it)., ttiemorte we* 
* have felt we were tapping skills >of' wide applicability to the regular v 
curriculum. f[n particular , we believe - that' the fpllowing skill?) can and 
f shoOld be tai^gbt in tlie context of each, sub j ect matter discipline: 

- r' • > ' ' . ; : ' i 

r 1. Translation 1 I 

^ , r 4 *2. Grouping • ' , § ^. P ■ 

v . ' • 3. Transformation 

x . ' , • 4 - Point of View ' 

.. ■, *5. Cause and Effect t , . 

j , t 6'. Prediction f 

Each of the discussions „of the academic discipl ines 'which follow 
j con<pl,ud£s witlv a section on these skills, the particular activities 
varying with the discipline at harid. % If you find a |Skdll you tare 
especially ^interested in teaching, you might w4nt to look at how it 
can -be forked out in each subject &rea, not just youy. own «^ Skill 
activities, after all^ are a good, way to teach the reVat^dfr&'ss of the 
disciplines; and t^help student s avoid the tendency to regard human 
knowledge as a succession of isolated territories. As teachers begin to 
experiment with this notion, the next 1 step is to start replacing the „ 
.particular act ivities in this book with ones that, are actually being 
done in Chelmsford classrooms, as reported to our Newsletter,. Indeed, we » 
frankly -admit that science and math are not our strong suits', so please 
give f.ree rein here to, your own ideas of w^ia.t skills are worth learning 
and how they should be taught. Indeed, we might almost 'caution you 
against using these particular activities at a] 1 . -Even though many have , 
been successfully used, in this book they are just models out of context, 
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Innovation is youV business; we're j^st here -to help if we can. 

jOne'finai caution: m these skills are "developmental". It is 
unlikely that any two students will have acquired ail of them, to the 

* same degree, or in the -same sequence, (But ev^ry student' should have 
a ba*ic grasp of each skill before hi3 basic grasp of the subject -* 
matter content, can be appreciably Improved.) For this reason,* teaching - 
these, skills often requires a classroom structure- in which small groups 
or individual students are all working on different projects 'and 
pfBMems. As, far as the media go, the emphasis ^n •skill-bpildirrfe ^ 
classes is 'not as much on the creation of f*nishea\productiQns as on 

•) the general process. of communication. 



fc. The Disciplines 

The activities that follow tfover five major subject matter 
disciplines ^/language ,arts, science, mathematics, social studies, 
and foreign languages.. That these particular areas of the curri- 
culum are treated does not mean media production is irrelevant to 
other school subjects, such as art, music,. or industrial arts. We 
would also emphasize that these activities do not form a curriculum 
in themselves, or eveTi a curr iculun^.unit , but merely illustrate 
how a production approach can wor* on,ce you have identified basic 

skills and other contents that need to, be taught: 

* » 

1. LANGUAGE ARTS ' ^ * 

Teachprs are becoming increasingly aware that communication in the * 
spoken and written work cannot truly" be understood or appreciated 
in an isolated context. Words are bo$h prq^oundly affected by and m 
have a. profound effect on motion pictures, 'television, phfttagraprhy , r 
sound, design and all -the other media of traditional and popular 
culture, 

a . Print as Content % • Jjf \ < • * ■ * "* 

The relationship between language arts, and the. print medium is ob- k 
vious. tn one sense, print is the content "pf any English course. 
Thus, the usual sorts- of print activities are feentta^ to a .language 

arts curriculum. . * * . r 

. • - * ;i ■ - *• * • . , . 

■ * ■ - J 

1. analyzing literature in all genites — worthy po^ms, plays, 
novels, essays, /ajid short sjtorres ;* : 

2. creating literature in all genres - student poems, iflays, 
novels, essay^, land short stories 

3^ mechanical ai^Tgramm&tical aspects of Writing and speaking 

hut the true richness .of "language", in fhe bjoad sense of the concept 
inevitably leads to production in the full range of media. 



1. Translation 
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b. - Skill ' Activities f* 

9 : \ - r i 

lit the context of the language arts., the ^kill of . translation involves 
-changing literal, % gr 0 aphic concepts into sypibfcls and metaphprs . 
Groupin g ref ers not only to. ways of , relating similar ideas (expressed . 
as written sentences, spoken words, photographic images, e,tc), but 
also to thJ creation. of transitions between groups. Transformation is 
concerned with what happens to a iVork frora- N one genre or medium when it 
is treated^ in another genre or medium of v the. student 's own choosing 
Pftinti of View is cruciaJL to understanding the ;narrat ive art s (literature 
theatre, film) as well as theTtiases artd perspectives of yourself and ^ 
others. Cause and Effect in language arts has to do with making meaning 
, ful language sequences aad with the impact that the -tradition&l^ ai\d 
contemporary media hav^e on our behavior, ^ - 

; a. Show th£ Stars ajid- Sfc$pes the dove of pe?ce, play, 
football cheers ot-Mvr^ Claris ' M Hd, ho, H,o 
Discuss what is ev/oked. Do th^ same with nonstandard 
✓ symbols'- a sunset, a tree, a 'color. Have students 

choose an object, idea, or institut'S on that his perscpnal* 
meaning for them and present it as a symbol. 
b T Take an advertisement - what ds 'the image it^conveys,' 
-" through what means is It conveyed? If you could^only 
ckajige two things in tlife ad so that a § viewer w<?uld not 
buy tfye product, what would they be? \ . 

^ c. Have students visualize a ppeln b^ making every verbal 
metaphor into a visual metaphor. Prod'tice the whole),as 
a slide ta^e, with the poem on the sound track . ' 

Roniiie* Sunstein- -Grade 8.. . - 
. d. Have students wr ite an essay, and ,tr^nslate~ every' part 

of iX into a nxni-literjal story' (al pa-rable): - Have other 
students gue$s 'the content of" the original /essays In 
' % ' what ways has the analogy changed our pfe^ceptionk of the 
original ? * , • * ^ f 
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2 ♦ Grouping 1 
^ * » . 

a. Have students collect from various people answers to 

a question (such as, M Khat do you Jtfiink of the class oi 
. , 73? M ), Have them select tho«;e Answers which they likV 
and edit them into a radio program which defcribes rhe 
subject with a nffnimum of narrat ion v Have them list 
-.the ways ttfey discovered to effect a transition from 
one quote to another. - 

b. <Give the students small Construction paper squares 
and triangles of two colors and have them make a design 
with all one color. on the left and ^11 the other color 
on the right. Let them do what they wJL^l with the x * 
center. Then obscrve'the results . % ; Discuss i the ways 
in 'which the visual movement from pjgc -color £ts->fhe 
other^is made. Build verbal analogies. ^ 

c. " Have .students collect various sounds (factories, . 
lunchrooms, highways, forest music) and vritc ; 
discretions- of haw one particular sound is 'similar f 
or dissiniiar to anpther. fi^ye .thfem find (or create) 
a third sound which explicitly captures whatever, 
quality" the first, two sounds*havc in 'common. Splice ^ 
it between them. Comment on the jRf feet. 

d. Have* student s describe a day in the lifj? of a hippicV- v 
v and X c^ay in,' the life of senior executive S* This caw v 

be^done-an any medium chosen b>r_£he students (print^ 
•l fijra, .phatp Series) . ^ Intercut the tfro stories -so that^ 

an incident experienced lr£ onfc pqrson~is followed, by "h*r* * 
similar i n c i d*e n t e xp e r i en c c5d M) y the erfnerTpi n wh a t ways • 

• Is this presentation different from' two separatp fire- \ 

0 J V • * . ' • • x 

serytations? , 

. 

. ( ) i , . . 

r c students express shock (or some other, emotion) 
in or five dirffercnt tacdia:. jli alogue ,^ go! la^e , a ; 

dancer, sound photography \ etc. Have them discuss what 
2 they # have done. What aspe-cts of the emotion -are hard 
, ,. . to Verbalize? What concepts arte best ca'rr ied»-by which - *- 1 

o .. > / V ■ 

media? * 
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b. Record with a tape recorder the number of words it 
takes to describe the content and effect of* a good 
photograph. Then show it. Is a picture worth a 
thousand words? What kinds of things are more easily 
<*shown then'said? 

c. Plan the same play for video-taping, filming, audio- 
taping, and^live performance. How are the productions 
similar and dissimilar? 

d . Prepare the same theme for poetry , drama, short story, 
* and novel. Consider, for example, the function each 

convention of these forms has toward the total effect. 
s What do minor characters in a drama become in a short 
— story? 
4. Point of View 



a. Have students choose an object and photograph it in 
six distinct ways (from di ff erent heights, through 
different filters aid lenses, f^om different angles), 
and discuss how the resulting photographs differ. £ — 
, b. Have students retell an incident from a novel oi story 
they are readinrg from the viewpoint of a character 
other than the narrator or the main Character. Have 
them dramatize it. % 

c. H?ve students, in .groups, produce advertisements for 
and against specific* items.. Examples are cigarettes 
(American Cancer Association vs. the cigarette companies) 
and cars (Ralph Nader vs . the automobi] e companies).' 

d. * Have students watch a commercial television program 

with an eye for its intended audience. What is the 
point of view of the audience presumed to be? Have 
the students produce skits of a single plot first for 
prime time and then for afternoon television. 
5. Cause and L f feet 



. a. Present a visual story (photographs, illustrations, or 
cartoon panels) out of scquercc to groups of student^.- 
Have them arrange the story into its original form/ 

< Do the same with scrampled paragraphs or sentences. 
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Have students make their own visuals for this activity. 
Make suTe that each know9 that he needs to include 
enough clues for his. peers to recreate his sequence. 
Have him (as well, as those who view it) write a justi- 
fication for the order they believe correct. 

b. Givr ^tudents n photograph of\3 situation. Have them 
write^a story or essay which explains how this situation 
came to exist. Unusual or ingenious circumstances 
should be encouraged (such as a man chased t!>y a frenzied 
mob., .for }yls autograph). 

c. Give students the effect they are to achieve: to have 
people* buy a product. What devices will achieve this 
end? What devices are usually Used? Have students/ 
produce their advert isements in print r sound, oF~ 
television. 
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2. SCIENCE AND MATHEMATICS 

Teachers of science and math often employ so-called "visual aids" 

to help get important concepts across f particularly those which 

can be explained bett6$ representationally than Yn print. The 

label "aids" suggesfs *that the*visual aspects or science and math 

ar# tangential, supplemental, trivial even. Yet mafty educators 

agree that* the degree to which a science or math idea is "visualizabl c" 

or at least "diagramable" is basic to its actual nature. 

Sinc^ "visuals" are a crucial tool in the sciences, it makes sense 

for student^} to create their own films, diagrams, and slide-tapes, 

rather than to simpl*y react to commercially-produced materials of 

this sort. Indeed, it can be argued that active production of a 

visual gives the student a grasp on the content and helps him to 

internalize it to a much greater extent than does passively watching 

a, presentation. The rest of this section discusses several areas of 

the science and math curriculum in which media c*jji support the, concepts 

being taught. 

• • 

&♦ Experiment s 

Have students produce a super-8 film loop, a tv show, or a slide-tape 
of an experiment. Before beginning ^oduction, consider the options 
involved in staging . the ^experiment for a camera rather than for your- 
self or an audience. Film, for instance, can slow movement down or 
speed it up, thereby facilitating perception of everything from 
flowers opening to frogs snatching their lunches. 

b* History and Biography 

Have students present famous, laments in the history of science or math- 
the discovery of Boyle's Law or the Pythagorean Theorem or germs. 
Choose the jnost appropriate medium for the content being learned - radio 
play, tv play, movie, slide-tape, comic bocik. This can admittedly get 
hokey, but we have seen it work. 
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c. Visual Thinking 

Have students visualize important scientific and* mathematical concepts 
(such as set theory, or the "structure" of the atom; first with paper 
and pencil, then in forms that se^m to get the idea across even better 
- photograph series, transparency with overlays, three-dimensional 
model slide- tape , sound-tape, video-tape, or animated film. Which 
ideas in the sciences are made clearer through visual productions? 
Which are made more obscure? Which can't be visualized? Try 
visualizing ideas (infinity, (jiuanta, the limits of the universe) that 
textbooks generally do not attemp^ to illustrate. Have students 
assemble this work into 'fheir own. textbook for the course, including 
illustrations, photographs, and transparencies (and even films and 
tapes), as well as printed pages. 

d. Personification 

Group students appropriately and have them role w -play discrete 4 
entities from the "invisible" world - electrons or genes ir red blood 
cells or viruses. Their improvised interactions should be lively and 
imaginative (lots of dialogue and movement) , but scientifically valid. 
These entities can also be y^eated as characters in comic books, movies 
stories, or plays. 

e. Skill Activities - Science . * 
^ 

Many of the tilings that scientists like to study can be thought of 
as transf orr.at. ion processes (matter into energy, caterpillars into 
butterflies*, elements \nto compounds, etc.) Grouping as a scientific 
skill involves making sensitive, relevant observations of data as well 
as organizing that, data into meaningful patterns and' categories. Cautfe 
and Effect is the skill of deriving and applying scientific laws within 
specified realms of probability and views gf the physical universe. 
The skill oY predict ion involves using a scientific theory to foretell 
the arrival cr course of a particular phenomenon , and also using the / 
process by which the theory was deduced - hypothesizing, testing, and 
drawing conclusions. , 



Transformation 

a. Have students identify -chemical and biological 
processes that occur in their own homes every day 
(flour becoming bread, cuts healing, .plants growing) 
arid organize pictures of them into some sort of 
presentation (chart , collage , or slide - tape) 

b. Have Students create a series of transparencies in 
which, sources of energy (electrical, thermal, nuclear, 
etc.) are overlaid with examples of their practical 

j use. 

c. Have students experiment with the effects of different 
nutritive environments on^plants or animals of the same 
species . Record each development as a separate Polaroid 
photograph or 8 mm movie shot. r 

Grouping 

a. Have students spend a few minutes in their chairs- 
or in various corners of the room just sitting and- 
using only the medium of the body r sensing all the 
scientifically understood phenomena for which some 
evidence is now available to their eyes, ears, nose?;, 
and skin (oxidation, radiation. . .photosynthesis?) 

b. Present a considerable amount of data to the class - 
animal species, plant forms, .rock types, etc. Each 
student should devise his own scheme for organizing 
the data in chart or model form. 

c. Have students collect, pictures or take photographs of 
common objects or processes that contain particular 
chemical elements. These can then be grouped into 
various renditions of the periodic table. , 



Cause and Effect * 

— J . 

a. Tresent to the class a wholly imaginary planet and 
a set of scientific facts to go wfeth it (distance 
from its star, age, size, etc.<^ Have the students : : < 
respond in film, creative writing, or video-tape 
with tjieir image of the planet / basad^pn the effects 
each of these facts would have on it, 

b. Have students arrange slides* of a scientific ex- 
periment in the right order. What would be required 

' to reverse the events of the experiment? 

c. Present the class with a series of particular elements 
of an animal 1 s 4 environment and genetic history. Have 
the students "construct" the animal, complete with 
the particular anatomical forms these conditions may 
have caused, in an appropriate . medium. 

Predi ction 

— — — \> 

^a. Have students bu-ild simple weather forecasting instru- 
ments and present weather shofas on a regular basis to 
the rest of the school^ (on tv or radio) , based solely 
y on information from these devices. If you're using 
television, include the weather instruments in the show 

b. Take movies of normal, everyday motion - but with the 
camera running faster, than normal and held upside down. 
When these shots are spliced into the movie rightside 
up, the events will occur in .slow motion and backwards 
in time , Before showing the film , have the class 
•describe exactly how they think each movement will 
look when it is perceived this way, 

*c . Have .'the student record on movie film or ^through 

a series of slides the life cycle of .a particular , 
animal of his choosing (frog , butterfly,., a dog even). 
Discuss how successful tbils' creature is from an 
evolutionary standpoint , and what sorts of forms and > 
behaviors its offspring will probably assume. 
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d. Have students engage in a bit of "futurism", science- 
fiction if you will. Based on present knowledge of 
scientific possibility, what will the future be like, 
from a technological standpoint? Ideas may be expressed 
in- any medium (print, design-, film, etc.) and should 
1 - be rooted in fact. 

e. Skill Activities - Mathematics 

— 0 . 

The skill of translation in math is the basic process of takirig ideas 

about space, motion, and quantity from the physical (or mentafl) 

world and putting them into mathematical language. Grouping has 

to do Kith the theorv of sets and the limits within which all "the 

* , 

members of a set exist. Transformation is the skill of taking 
mathematical ideas from one system and abstracting them into 
another, and observing whether what's happening is logical . . .or 
a special kind of illogic„ (mathematical paradoxes and counter-' 
intuition) . 

1 . Translation » . 

a. Have students invent their own system of counting and 
\ performing basic operations. The bases they work in 

and the symbols they devise should be as relatively 
arbitrary as the ones actually in use. Tangible 
devices may help here - colored chips, blocks, or a 
home-made, abacus. * 

b. Divide the class int^o two groups. One group role-plays 
a bunch of prominant earth scientists, the other a , 
benign but curious party from outer space. The problem 

( is for the groups to- communicate (using verbal noises 

or pencils and paper) in the v only language they are 
likely to have in common-mathematics. 

c. Make a super-8 instructional film of a fairly compli- 
cated verbal problem (involving the speed of cars or 

w runners or rivers, the motion of pendulums, or other 

equally visual izable elements) . Include an animated % 



sequence showing the solution in mathematical languaee 




Grouping ; 

a. Have students take slides ipf things in the real world 
that_can be considered sets*"- houses on a street, j 
a flock y of birds, pickets in a fence, etc. Superimpose 
slides from two different projectors to create possible 
unions and intersections of sets. 

b. Have students create their own attribute blocks, in two 
and three dimensions^. Stress unusual attributes (smell, 
number of noses). Have them invent a variety of 
elimination games that can be played by grouping the 
blocks on a Venn diagram. j 

c. Through film animation, demonstrate how certain problems 
can be solved only by breaking out of a given mental 

or mathematical sdt, such as the famous dot problem: 




fKOBiLEM: Connecf all nmc SOLUTiO|\f: Bejin +wo of 
do+s by drawing *ftur lints t^c Itnts pufsMe . -Hie aw\ 
Wilhouf Iif4ir»3 your pencil enclosed by -the. dof s 
off -Hie. paper 

d. Have students create- through a medium lilce the short 

story, the radio play, or the television drama - a world 
.in which everything must occur within a kind of space 
Other than^ the Kuclidian variety. What is life like 
where parallel lines meet, where everything is in five 
0 dimensions, etc.? (Similar t,o the idea $f Flat land . ) ^ 
Given an unreal premise, how mathematically real can 
you make this world? 



3. Transformation 
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a. Collect a good set of brain teasers. Produce a tv show 
in which a panel of experts are challenged with these 
logic-problem's. Five- points for each correct solution: 

b. " Collect a set of famous paradoxes. Have each student 

produce a^visual - a slide, a film, a model - which 
illustrates both the logical and the absurd aspects 

of particular paradoxes, 

«■? 

c. Have Students build simple computers* in the form of 

. tw^ and three-dimensional cardboard models, and then, 
in pairs, role-play" a computer and its programmer . 
A tape recorder is useful here if the "computer" would 
» like to tape his "output" and a verbal description of 
'his transforming, processes ahead of time. 

d. Send the students out with cameras to record objects 
and areas from the physical environment / and then 
abstract them into pure geometrical < shapes upon which 
various sorts of calculations may be performed. 

• C 
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3. SOCIAL STUDIES 



V 



Social Studies is such a broad area that the following activities 
only begin to explore the application of media to your own curriculum 
development, 

a. Poli t ics and Pr opaganda 

Students can come to- understand how the mass media arc harnessed for 
political and other sorts of propaganda by producing their own 
campaign materials (posters, bumper stickers, leaf lets) , jadio and 
tv "spots' 1 , commercials, ahd*so oik ' ^ 

b* Sociological Research 

A^rmcd with cassette tap<^ recorders or instamatic camera's, students 
can go into the community - stores, government offices, private 
homes*- to learn about people from different economic, ethnic, and 
religious backgrounds. Both interview and "candid" formats are 
effect ive for Revealing human attitudes and behavior. 

f . ^ History and Biography 

Famous events and important mordents in the liyes of famous men and 
women can be staged for the camera or the microphone/ 

d. Skill Activities 

— ■ ■ — — — — 9 & 

Point of View in the social studies is the skill of sensing information 
about a culture and transforming that information into some, kind of 
empathy with the people of that culture. Cause and Effect is the skill 
of understanding how a particular culture became the way it is - its 
history and traditions. Prediction is the skill of assessing the 
culture's strengths and weaknesses as compared with other cultures, -and 
using this assessment as the basis for contemplating it* future. 

1 . Point of View . „ • 

a. Produce a tv show along the format of the- old What In 
The World? program * ah. artifact from a foreign culture 
is presented to a panel for discussion. The focus 
should be not "simply on identifying the artifact and 
its function, but on general assumptions and subjective 
in feelings about the culture which produced it* 
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Hp^ the same thing for objects from modern American 
culture, with the panel role-playing individuals 
/ foreign to that culture. What would an African 
i tribesman make of a stapler? What would a Martian 
tlunk of a door knob? What would an ancient Roman 
* -do with a light bulb? • < 

b. Have each studVnt periodically fantasize he is a 
member of a foreign cillture and keep a diary from 
that point of view. % > 

c. Have the class role-play the people of a particular 
culture as they are stereo- typed rn popular films 

and books. Then have the students act out the same t 
basic situation (signing a treaty, exchanging gifts, 
starting a war) in the same roles, but with t,he 
conscious intention of avoiding obvious stereotypes 
or of imposing conventional stereotypes of another* 
role (a villian accepting a gift, etc.) 

d. Have the class produce a propaganda film or slide -tape 
about a particular culture from the point of view of 

^ its own people. How would you change the narration so 

that the images now fit a film or ,sl ide-tape made 
' against *he culture in question^ 

2. Causae and Ef f cct * 

a. Have students write and produce a tv show in which 
an alien from another planet - or an inhabitant from 
your last social studies unit - visits a particular * , 

< v Earth culture, past or present. The other students 

in the class must answer his questions about why things 
are done the way they are in this strange culture. 

b. Have students do a bit of historical research on' 

- modern culture by excavating a junk pile as if^Tt were 
an archeoloy ; ical site. What facts can you deduce about 
the progress of mankind, circa 1970? Collect the finds 
in a classroom museum. 



c. Publish a class newspaper "contemporary" with a 
particular historical .era, such as the Renaissance; 
Colonial Ameripa, or the Age of Exploration (Columbus 
Lands In West'IncLjes) • Include events that didn't lead 
to anything significant in the light of history (but 
might have been regarded- as crucial at the time) as 
well as those that did. • 1 

d. Do a class project "in which students record the J 
history of an imaginary civilization in a single 
volume, complete with drawings, photographs, igaps, even 
artifacts. " Start with a set of givens about the people- 
their religion, traditions, geography, form of govern- 
ment, discoveries,^ early history - and deduce logical 
imaginary facts about their progress. (See, for example, 
Alex Krakower's account of The Mahauts » in ms. at Penn 
State University.) 

Prediction 

a. Have students write about a -known historical situation, 
but wi*th one discrete fact - perhaps even a seemingly f 
trivial one - changed, so that a prediction must be 

* made about the ultimate impact such 5n alteration 
would have had on the course of history. The change 
might be something like: a particular 'person assassinated 
or not- assassinated, a battle won or lost... a shift 
in the weather. * - 

b. Carry the junk pile pir oblenv into the future. What is 
the likely desti'ny of a culture that employs such 
artifact/s? Students may respond to the problem with 
a collage or sJj?de-tape based on the theme, "Man's 
Future History". • . 
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c. Imagine a merging of vtwo cultures that we normL. ... , 
^wouldn't expect to absorb each other, say, # the United 

States and Brazil. - Have students role-play the cori*- 
.. sequences. How miich, . if - any , cultural integra-tiot^ - 
or influence, at.lea^- would -result? ; ^ - 

d, It is generally believed that .the greatest? "cultural 
'collision 11 in the history of the world will come when 
modern man meets the inhabitants of ' another planet 1 P 
Have x students do some social-sci'ence-f iction writing 
based on this premise. Hoitf"" might an encounter with 

an alien culture e^fect*ttfe diversity of Earth's 
cultures? Will they become more homogenous? 
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4. FORtlGN LANGUAGES - ' ^ ' * ^ 

^ / Long after verb endings and interlinear t^^ii^lations v are "forgo^J^^, 
\ . 'students may-- retain a "Sense of a language and-lts people if the 
* / study of - that language involves somo^kind of active pr^uction. 

a\ Cultural Pres'entatibris • 

With visuals culled froip books and magaziri.es-, . students can produce 
Slide-tapes, video-tapes, animated films, or collages that explore 



some xul tural , historical, or geographic aspect 



Qf the foreign 



country whose language is being learned." 

b. Using the Language 
•t 

Students in a Spanish cl^ss can express^what th^y have learned not 
only by\ readings writing, and speaking, Spanish , j but by '"dai'ng" 
Spanish - making a Spanish comic boo,k, or filming a Spanish movie, 
or producing a Spanish play, or publishing a JSpanish newspaper. 

c ^ /Learning Materials 

'Matefiflft like records, tapes, transparencies, and illustrated flash 
cards be produced by students as well as commercial companies - 

often with more satisfactory results. Of course, the materials 

i 

used in a language class need not be limited to explicitly instruc- 
tional devices. They can also include ^nfcdia productions ^actually 
consumed by the native speakers of. that language. -Try bringing 
French newspapers ( Le Figaro ^., comic books (Merge 1 s Le.s Adventure s d£ 
Tin - Tin ) or films ( Jule^ et Jim ) into the f classvooj 

d. Skill .Activities 




Point of View in the study of .foreign languages is* titer skill of 
understanding the various cultures which speak a language, and hov; the* 
traditions and environments of those cultures influence vocabulary 
and usage. Trans lation :is the .actual sjydll of rendering ,one langung 
into another, with the ability to move from literal translation to 
translation with an ear tcnuance and shades of meaning. Trans f or ma t ton 
is the [skill of understanding and manipulating the theoretical and 
historical -developmental basis of any given language. , 
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Point frf View 

a. Have students experiment with the fact that people . 
from different parts of the globe sound different' 
See who in the class can do a French accent, an 
Italian accent ...a Brooklyn accent. 

b. Present a gibberish exercise in which the nonsensical 
"language" to be spoken differs from English in some 
fundamental way - say f it consists of only one word, 
or it is suTig rather than said. ^ 

c. Have students make a collage of elements of a parti- 
cular culture (such as fcnow in Eskimo culture) foi^ 
which there is, a much fuller range of expression than 
ill English. Contrast this collage with a collage of 
objects and ideas for which the culture .under study 
has no words. * 

d. Present the class with written or oral examples of 
a language with which 'they are totally unfamiliar, 
without identifying it. Have the students write 
down their immediate fantasies of what the culture 
that speaks (or spoke) such a language must be like. 
Discuss the results, 

Transj a t ion, ~ *" 

a. Have each student write a paragraph in English 

describing a newspaper photo or video-tape of a news 
% event. Discuss what sort of thinking is involved in 
translating images into written words. A variation on 
the problem is to translate an ev<?nt into spoken words 
Have students practice narrating prir.e-f ights or 
chcssvmatchcs a la tv sport scastcrs . 



b. Try some playful activities in the form of tv improvi- 
sations or comic books - devising a M pidgeon n version 
of the language being 'studied (something that sounds 
like Spanish or German but is Veally nonsense), or 
making English puns on foreign words. ("Soup^on" 

nfcan. 1 lunch is ready. ..see also ^Semple 1 s The French C/rt . ) 

c. Have each student do three translations (from English ' 
into the language being studied 6r vice-versa) of the 
same rhymed-verse poem. The first should be a literal, 
word-for-word translation, even if distortions occur 

in the sense of the poem. . The second should strive 
to remain faithful to the spirit or "meaning" of the 
poem, even if this means deviating from the literal. 
The third should preserve the element of r hyme as well 
as the clement of meaning. 

« 

Transformation ' 

f ( 

a. Have students create words in English (or the language 
ufider study) for concepts that have no single name- 
in the language if\ question. Such inventions should be . 
disciplined by that language^ conventions of form and 
pronunciation. For example, in English there is no 
word for all the surfaces of a room - floor, ceiling, 
and walls* Or consider "niblinRs" - the sane idea as 
siblings, only with nieces and nephews. 

b. Have the class create a lexicon in English (or the 

language under study) of only twenty words. Which 

twenty would be most useful for communication in the 

contemporary culture? In prehistoric t imes? 

« 

c. Have the. class prepare a simple chart of the evolution 
of the language under study, including the changes that 
occurred in particular representative words from one 
historical period to the next. 



Set each student tracking down cognates and 
evidence for the interbreeding of languages 
Present/ the case in transparency font). 



fctsr Con qoe^S 
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c Strategies for Gett in g Started 

/ 

This Section lists a series of strategies - none of them 
particularly analogous to each other - which we have found can make 
the difference between media as richer learning and media as chaos. 

1. Begin with modest exercises that teach basic communication 
processes rather thaiy leaping into a full-blown production. For 
example, if one of your goals is to make a finished super-8 movie, 
be sure your studohts understand something about the editing process 
before they pick/up a camera- Give then a problem in splicing 
different shot s/ together (we can supply some scrap footage) or re- 
arranging series of photographs, drawings, or comic book panels for 
new effects. 

2. Small groups and division-of-labor are invaluable tactics. 
It's easy for an individual student to be left out of, say, a film- 
making/tfetivi ty unless he is part of a group with a particular res- 
ponsibility (scripting, camera, graphics, etc.) But avoid a group 
of three members. Two students will collaborate and the third will 



get lost. 
\ * 

3. Fami? iari zc students with the tools they will be using 
ahead of time; If you're doing | a tv show, for example, bring the 
class down to the studio before |the script is written, for a look 
around and an explanation of thct possibilities o f * this particular 
medium.^ 

4. The need to know equipment should not overshadow p3 aiming , 
however. A prepared script is essential to almost all successful . 
media production of a dramatic or documentary nature. Of course, 
students with high but ton -push ing and knob - trnrning drives need 
jyoiDe opportunity to get "that out of their systems, and there is 
much merit in loose practice exycrcises. But a loaded camera should 
never be given to a student unless he has a precise idea of what 
he's going to do with it. Otherwise, the usual result is lasted 
film, batteries, time, and temper. 
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5. Many headaches can be saved if you handle the numerous 

s mundane details of media production ahead of time. Don't let yourself 
get caught in the middl^e of class without a take-up reel, an extension 
cord, a three-prong adaptor/, spindle -adaptor s for super-8 projectors' 
and editors, filter keys, batteries, extra film and tape... or the 
knowledge of how to run a particular machine, (When in doubt, don't 
hesitate to contact us or a colleague who knows the equipment.) 

6. Anything you do with photographic film - pr ints ,^1 ides , or 
movies - involves having that film developed . Unless you do the develop- 
ing yourself, don't forget to allow for the cost of developing (usually 
at least as much as the price of the film*.. see the Appendix) and to 
plan, something for the class to do while waiting for their film to come 
back. 

7. Be prepared for the climate in the room to differ from that 
of classes in which each student is cTMng the same thing. There will 
be times when a certain level of disorder, noise, and milling around 
is normal and necessary. But work on kpeping the two modes clear in 
the minds of the Students - times when things are loose vs. times to 

sit and receive instructions. 

\ \ . 

8. Don't forget to use productions once they are completed. 
The quality of a student's creativity generally improves when he 
knows he will have an audience. Show finished and semi -finished 
projects to other students in the class, to other classes, to othjpr 
teachers, and to parents. Use a previous year's output as a multi- 
media kickoff to the new year's curriculum. Send us student produc- 
tions so that we may catalogue them and put them into general 

c ircul c tion. 

9. The .last point is a matter of attitude. Teachers sometimes 
"do media 1 ' in their classrooms as a way to relax. Because the focus 
of a multi-media curriculum is not on hard-nosed information, there 
is a danger of assuming that no Vreal 11 teaching in involved, and 
everything' can be left* to the students and a few people in the IMC. 
Yet effective, successful production in any medium is both difficult 
and disciplined. If your students arc to take their work seriously 

er|c 
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and truly learn from it, then you must continually be pointing out 

mistakes, setting standards, making suggestions, and focusing" their 

* • 

attention on communications issues . This is not to say that media 
should not be fun. Indeed, the fact that it d^s* f un is one " of the 
best arguments for doing it. But media is also hard- wbrk. 





Chapter 3 * ^ 

* 

M^EDIA TOOLS' AND TECHNOLOGY ■ • „ 

, Media-oriented teachers share a healthy contempt for the tools of 
their, trade. Much of the equipment on the market is characterized 
by bad design, infuriating idiot-proof ing , and general chintz. 
Given these facts, the best approach to^media machines is to handle 
them with care, but ncvt to feel guilty or stupid over the inevitable, 
normal breakdowns. At the same time, we do expect you to know how 
these gadgets are suppo sed to work. A good 80% of our a-v repairs 
are a result of misuse, ' . J 

When a machine falls apart in your classroom, £qt whatever reasons, 
be sure to let us know about it. Chances are we'll have no .reason 
to be read at you, although habitual tape-breakers and f ilm- shreader s 1 
may be denied certain priviledges until they are rehabilitated. 
PLACE A NOTE ON EVERY SICK MACHINE, FILM, QR WHATEVER THAT YOU 
ENCOUNTER, naming the symptoms or the causes as specifically as 'you 
can., or give us a call. Without 'such a system, malfunctioning equip- 
ment and materials will remain in circulation, and everyone will suffe 
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• a . . Presentation Techniques 

• For many teachers, the presentation of films, filmstrips, and 
transparencies in the classroom is simply a matter of turning on the 
projector bulb. But these productions needn't be that fixed. Their 
effectiveness can be signifcantly increased if. you manipulate them in 
certain ways . * <? 

Witholding Information . Portions 6f a transparency can be 
covered (with your hand, a black piece of paper, a peanut butter 
sandwich) so that a particular element can be absorbed before others 
are revealed. Similarly, try playing a .movie with t!he sound turned 
off, and let the students create their own soundtracks. Or show v 
the movie with the projector lamp off and have the class imagine 
the visuals. . ti 

Interruption . It is often important during a presentation to 
verbally clarify something that has just been seen or is about to 
be seen. Shut the projector off momentarily so you won't have to 
"talk over 11 its noise or compete with the show's content. Give the 
kids a chance to do the same thing. 

Adding E ndings . •, Shut off the projector before a movie or 
filmstrip is over and have the students discuss, write, or photo- 
graph possible end'ings. Similarly, you might start in the middle 
and ^Lscuss possible beginnings. 
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b. Those Infernal Machines 



There are very few general\rules for using a-v equipment . 
"Take it easy" is the prime orderv of the day. Turn all those knobs * 
and levers slowly, and don't go frtom one "mode" to the othe.r (play 
to rewind, forward to fast forward , ^drive to overdrive, or whatever) 
without making distinct pauses ^n between. 



1. 16MM PROJECTORS 

This section covers six basic problem - areks of 16mm sound movie 
projectors - .bouncing images , bad sound, nq sound, incorrect winding, 
burned-outHnilbs , and breaks, 



a 



that the movement o 
rather than continuous 



Bouncing I mages 

The important thing to understand about motion picture projection is 

P movie film through a projector is -intermittent 

In other words, the. film as it passes in 

front of *the projector bulb is actually held motionless for a split 
second while the shutter opens and the frame is projected onto the 
screen. The next * fi'ame is then pulled into pla.ee by. a claw that fits 
into the sprocket holes, -and then thar frame is projected. And so on. 
Because- the film is pulled in thi s discontinuous way, there^must be 
some slack on either side of the point of projection. This slack film 
is called, the lobgs. When the loops are lost, the claw starts advanc- 
ing the frlm unevenly, and you get the most common projector malfunc- 
tioning - a bouncing, fluttering, trembling image*." 

R 
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There are two causes ofloop loss. 

1. The projector has been threaded incorrectly . Make sure 4 -)u 
follow the threading diagrams that are printed on the machines. If 
the projector threads by hahd (and few of ours do) check that you 
have formed large enough loops. If the projector is of the automatic- 
loading type, check that the film has not somehow gone awry in its 
travels through the Bell and Howell maze, and do yoilr best to re-load 
it as if you were threading a manual project^. Remember that a film 
always unloads off the front of the reel, and usually yikes up on the 
b^ck. 
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2. The film haS torn sprocket holes. This can be determined by 
looking at ajLl feeling the sprocket* holes that run down one side of 
the film. If the projector, threads by hand, unload it, wind it by 
hand to a point where. the sprocket holes are intact, re-load the film, 
and try again. If the projector is an auto-load and the film cannot 
be easily loaded and unloaded at any point in the movfe, push the 



48 • * 

» •. 

\ 

\ 

"System Restored' while the projector is running. Hopefully, this 
will advance the film to a point where the sprocket holes are ndt 
torn. If this doesn't work and the film still bounces, you'll 
unfortunately have to forget about • showing <thc movie, and riin it 
backwards out of the projector. PLAYING A BOUNCING MOVIE'ON A 
BELL AND HOWELL AUTO-LOAD PROJECTOR* TEARS THE SPROCKET HOLES AND 
DESTROYS THE FILM FOR GOOD.' Maxiy/prints of movies have .been ruined 
by teachers who were unwilling to shut off these projectors and run 
the film out backwards. (We srre told that there are certaiii nimble- 
fingered individuals in the system who can^load and Unload Eell and 
Howell Auto -^soad projectors manually. If you're one of them, you 
don't need this book.) 




Ba d Sound . While the movement of- a film through the point of 
projection is intermittent, the movement of the film through the 
.point where the soundtrack is picked up must be continuous . You know 
for example, that if a tape recorder spindle or a record player 
turntable varies in speed, the sound ^Lrill flutter. For this reason, 
the bulb which "reads" a movie's "optical track" (squiggly lines 
printed d*own the side of the film opposite^thc sprocket holes) must' 
be located at a' spot - 26 frames away, to be exact - below the point 
of projection, where the movement of the film is continuous. 



(In other words ,* for % any* given frame of-pie-ture. in 'a movie, the 
corresponding framcr of sound is lacated exactly 26 frames ahead of it.) 
With this information in mind, you should be able to diagnose th& two 
most common types of "bad" sound. 



1, .The sound is "out of synch' 1 , that is, the lip movements of 
.the people. on che screen are ^noticeably (and annoyingly) not in\ 
correspondance with the " dialogue , Either the film is a .dubbed Mexican 
horroY -movie or, more likely, the film has been threaded wrong, witli\ 
too many or two few frames between* the projectcjr lamp and the "excitor x 
lamp" (bulb) which reads £he . optical tfack) . % 
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2^ The sound is wobbsy. or fiuttery, like everybody in the movie 
is talking through electric fans. Obviously, Vhe film has not been 
threaded tfightTy enough around the drum containing the excitor 



"give'J or slack - the same kind of slack 



lamp, and There is too much 

that should be above and below the projector lamp. 

c. No i&u nd . We all wish we*had a nickle for every time a l^nm 
projector was started up in a classroom, a church, a teacher's 
conference, or an FJk's meeting and the im flashed on the screen 
while absolutely nothing poured out cf the speaker.* In theory, thjre 
are five, and only five, reasons £his might happen. 
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1. The exciter lamp has burned out, 

2. The speaker has not been connected, *" / 
.3. The amplifier had not been turned on, 

4. the amplifiej vblume has not been turned u~>. 

5. Tlfe film has not been threaded around the excitor lamp drum, 
' t (Tlas last is the least lively.) ' 

As long as you hear some kind of snap, crackle, or pop coming through 
the speaker before you turn on the projector, you- know that none of 
the first four problems are present and the chances are very good "that 
the sound will come on along with the picture, 

,d. Incorrect Winding . Every once in a while, you. will get a film 
that has been wound incorrectly, so that when you^tjy to project it, s 
either thfe picture is ifpside down or you cannot /tfireadvit because the 
sprocket holes are on the wrong side, (Although some enterprising 
individuals, whe$ faced with ,this situation^ have been known to 
actually thread up* the film and allow the projector to PUNCH A NEW v f 
SET. OP SPROCK£T HOLES IN THE SOUNDTRACK SIDE OF THE FILM. This 
qualifies as the most ingenious way of all to totally destroy a movie. 
It happened twice last school year. ) When a correctly wound film is 

. placed on a projecto-r, three things will always be true* when you stand 
and face the reel. * j 

1. The reel will^begig. with the beginning of the movie (genci-allv- 
a title other than n The End 11 ). 

2. The picture will be upside down* (that" s rights upside down)/ 

3. The sprocket holes will be on your left . 
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If these things aren't true, wind the 'film from one reel to the next 
until r they are. At this point, another kind of idiot-proofing 
(comparable only to Auto.-Load) takes its grim toll - the single-key 
reel. In single-key reels, the hole in the middle of the reel is'round 
on one side and square on the other (in other words, i { t isn't a hole), 
which means you can place the reel on the projector spindle only one 
way. (Double-key reels have squares on both sides.) While this device 
guarantees that you won't put the* movie on the projector backwards , 
it often prevents you from using -the projector's rewind system to 
straighten out winding errors, and you must resort to bizar-re tricks 
like fitting the reel halfway onto the projector up to the square part 
6f the spindle, and winding the film by hand from one reel to the other 
The other trick is to wind the film on pencils , ball point pens, or 
very stale bread sticks. Best of all, send it to us. 

\ 

Incorrect winding of a film will never happen if when rewinding 
it you feed the film either from the bottom of the take-up reel to 
the bottom of the supply reel, or the top of the take-up reel to the 
top of the supplv reel, but never from the bottom of one to the top 
of the other.' * f 

CTT) O—O 



One final point about rewinding. RhWINI) on a projector is not the 
same thing as RFATUS!:. Many p e^o p 1 c n f u s e, them, but these are really 
two different systems . (Reverse is a control which allows you to re-play 
part of the film in reverse -mo ti on. ) 
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e. Burned - Out Bulbs . *The biggest cause of bulbs (projection lamps 
and excitor lamps) burning out prematurely is moving the projector 
before the lamp has cooled. This can weaken or break the filament* 
There is serine ^evidence that leaving the motor on to cool the bulb 
via the projector fan is not a good idea, so while the jury is still 
out 'on that one, keep the motor off whenever it is not needed to 
project or rewind the movie. (The noise is distracting when you're 
tidying to start -a discussion of the film, anyway.) But NEVER MOVE A 
PROJECTOR IMMEDIATELY AFTER SHOWING A MOVIE. Leave it right where it 
is for as long as yuu can* * 

f. Breaks. If a film breaks, cut the broken end on the trimmer 
' x 

located at the front end of most projectors. Rethread the film ^nd 

connect it to the taken-up film simply by wrapping it around itself 
several times. When, yuu hit the break on rewind, stop the projector 
and connect the two Halves by again wrapping the film around itself. 
Do not fix the break yourself (with Scotch Tape, masking tape, paper 
clips, LePage Glue Guns, Wrigley's Spearmint, or Anything else). 
This job requires precision equipment. 

g. Pro j ection Technique? . Mere are a few of the fine, points of motion 
picture projection. 

1. When you are ready to start the movie, turn the motor on befo 
the lamp (most projectors are designed so you can't do otherwise). As 

• soon as the movie is over, turn the bulb off (to conserve its life) 
right away and keep just the motor on t.o run the film out of the^ 
projector. All this not only cuts down on bulb replacement (wnich is 
expensive), but also prevents every movie from being climaxed with 
an improvised shadov;-puppc t play. 

2 . \ Check the placement of the projector by turning the motor and 
lamp on for a moment before you thread up tlie film. This Kill allow 
you to move the projecto: backwards or forwards for correct image size 
and to align it 1 ci t- lo-i ight , without missing am of the movie itself 



ERLC 



S3 



3. If you really want to be professional about it, focus the fil 
(and double-check the 'centering) on the countdown leader while the 
class is filtering in, so when the film officially starts, the first 
shot of the movTe-will flash on the screen, in perfect focus and 
alignment. This is a more effective .beginning for a movie than an 
unfocused, uncentered, soundless series of numbers. 
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2. * OTHER PROJECTORS \ 

Compared with 16mm sound projectors, other projectors are fairly 
simple. The common ones for school use are overhead projectors, 
carousel si ide pro j.cctors , filmstrip projectors, super-8 movie 
projectors* and filmloop projectors. 

a. Overhead Projectors 

The big error to avoid here is the "keystone effect", the' projection 
of a" trapezoidal image instead of the supposedly rectangular one: 
This is' caused by using a projector set for a slanted screen on a 
flat screen, or a projector set for a flat screen on a slanted screen. 
Fiddle with the screen or the projector or both. Another common 
error is to focus the image without releasing the "brake 11 next to the 
focusing knob. 'Pretty soon, the projector will refuse to slay focused 
at all. 

Carousel SI ide Pro j ector s 

The four most common errors we. have noticed when people use carousel - 
type slide projectors (the kind with the revolving tray*) are: 

]. Putting the slides in the tray the wrong way. Your chances 
are only one in four of dropping in a slide so it will project 1 
rightside up and correct lef t-to-right ; it can also be projected 
backwards, upside-down, and upside down and backwards. So learn a 
system. There are really only wo tricks involved. 

a. Always load the ^sl ide in the tray upside down . 

b . Always load the si ide in the tray so the s ide 
of the slide with printing on it (w r hich is also 
che dull or emu lsio n side) faces the scree n . 

Kl at this m ;ns is that when you are loading the tray, hold each 
slid.e up to the liijht and check its content by turning it so it is 
yjght side up and rends correctly right-.to-Jef t . Then put it in the 
tray as if you 1 re trying to make it come out all wrong. 
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2. Putting two slides in the same slot on the tray. This 
is guaranteed to jam the projector, or at least pop one slide out 
like a piece of toast* 

3. Trying to take the tray off the machine while the motor is 
turned off. For reasons best known to Eastman Kodak, it is diabolical! 
tricky and dangerous to do this. Ke include instruct ions because you 
use the same procedure to un-jam a pro j ector we hope you will never 

be forced to follow them. Take a coin (really) and use it to turn the 
slot at the very center of the tra^y. . This releases the tray. It also 
releases the gadget' which keeps the slides from falling out nf the 
BOTTOM of the tray ; And so, with the plastic locking ring in -place on 
the TOP of the tray, turn the works upside down and rotate the nvetal 
disk wrth tne slot in it until it lcx:ks up and won't turn. Then, fish 
the«slide out of the projector (just reach in and pull) , put the tray * 
back on the machine, push the - "select" bar and turn the tray back to 
where you were when .fyKe"" trouble began*, re- insert the slide you just 
retrieved, and swear never to use a dog-eared slide again. (If the 
slide wasn't dog -cared, send us that machine, PRONTO !) . 

4. Moving the projector before the bulb has cooled. (Run the 
fan if you must, but-^it's probably best just, to let the thing sit.) 

c . Film s trip Projectors 1 

There are two types ^of filmstrip projectors in the system - the 
DuKane and the Standard 10U5-C. .The Standard is a reliable and ; 
straightforward* instrument , and we advise only that you check out 
f raming anjj focus before actually showing the filmstrip. If you'd 
rather use it to show slider,, there' should be an adapter for that in 
the lid of the box. Slide the filmstrip carriage off to the right 
and si ide , the „ other into place. You must put each slide in individuall 
it won't hold- a stack. The PuKane, on the other. hand, is a rather 
sinister machine that allows you to show a filmstrip in which inaudible 
signals on %he record advance the pictures automatically. It can be 
misused in tl\e following ways; 
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1. Not fitting the turntable snugly over 'the flywheel/ 

2. Not threading the filmstrip over the little metal hurdle 
(this can rip the filmstrip). 

3. Not having the first slide of the actual show on tHe screen 
when the record starts, so the pictures are not advanced "in synch 11 
with the sound. 

d. Super - 8 Movie Pro j ectors 

Here the most common errors are: 

1. Placing the supply reel so that the film is coming off . 
the back of the reel instead of the front. 




2. Placing the pick-up reel on backwards, so that the teeth 
cannot catch in the sprotket. holes of the film. 

3. Having the machine on rewind when you 1 re trying to thread 
it, and confusing rewind with reverse . 

4. Starting the film off at the wrong speed. The trick here 
is to set the .speed control at "normal" (rather than "still") 
first , and then to turn on the motor and lamp. 

e - .Film! oop Pro j ectors 

As far as we can tell, there is nothing you can do wrong with this 
Machine. If you can figure one out, please let us know. 



3. SOUND EQUIPMENT ■ - 

This section offers sound advice in four areas'- cassette tape 
recorders, reel-to-reel tape recorders, record players, and portable 
loudspeakers . . ■ - (| 

a. Cassi^e^ Tape Recorders 

Many portable" Cassette machines are cheap, 'and cease to function as 
much out of fatigue as anything else. We stress this not- to 
legitimize obvious misuse (like pushing the buttons too hard ot 
dropping them down wells), but to encourage you to turn in your 
recorder for replacement or repair as soon as it starts acting -up, 

1. Don't use batteries unless you are out of your classroom, and 
take them out of the machine when you come back. Leaving them' in run's 
them down and can ruin the machine. To guard against this, we distribute 
batteries separately from the machines. 

2. Don't touch the exposed tape in the cassette, as this 
encourages it to snarl. If the. tape becomes loose in the cassette, 
you can take up the slack by inserting the eraser end of a pencil 
(just like you were taking a standardized test) in the spindle hole 
and twirling the pencil . 

3. Always go to "stop" as an intermediate stage between any two 
other modes (such as play to fastforward, play to rewind, rewind to 
fastforward, etc.) . 

4. Don't forget that if the microphone is connected, none of the 
controls (including pi oy) will work unless it is switched "on". 

Reel -to -Reel Tone R ecorders 
.Reel-to-reel tapes still possess two big advantages over cassette 
tapes: better spund and the ability to edited for creative effects. 

1. Go easy on the controls. When replaying something you've 
just finished recording at ttje beginning of the tape, don't try to 1 
avoid* re -threading the tape by continually, flipping from rewind to 
stop to play to fast-forward to plsiy to stop to ... In the long run, 
you'll save more time by simply running the tape complete])' out of 
the machine and threading - it up again. 
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2. When recording, don f t forget to^set the record volume 

so the soynd won't be distorted (volume too high) or full of back- 
ground noise (volume too low) . ■ 

3. Like cassette tapes, reel-to-reel tapes can be recorded 
on both sid£s.' A'tape recorded on^oth sides with a "four-track 11 
(stereo) machine* (which you might have at home) cannot be played" 
on a "two-track" (monaural) machine . (which you have at school), A 
tape recorded on both sides with a nvonaural recorder can by played 
on a stereo recorder by turning down whichever channel is picking 
up the sound in the wrong direction (backwards). 

c . Record Players - ) 

The kind of record player we ^have in the system is pretty straight- 
forward. -Generally the tone control shouldn't be adjusted. , Just 
leave it in the middle, okay? 

d. Portable Loudspeakers . 

Don't forget to turn these things off when you're not. using them. 
Otherwise, the batteries run down.. Also, take care not to tug on 
the microphone cable; it will pull out, *" 
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.4. CAMERAS ' < / ' 

The idea^ that the camera is every bit as ngrmal a piece of classroom 
hardware as the projector or record player is still fairly new. 
Until most teachers can be assumed to have- at general familiarity 
with cameras, it would not be particularly meaningful to list fine 
points and tips. For the next yeai* or so, training in cameras 
< wiM be accomplished explicitly through teacher workshops. . 




Chapter 4 , 

TECHNICAL SERVICES ' 1 

— x • 

v • ■ • , * 

While the primary focus of the IMC is the relationship between 

student media production and the academic curr iculufi , there is no 

denying the day-to-day, nuts-and-bolts needs of teachers that our 

facilities can meet. The cost of these technical services (on a 

per slide, per transparency, per tape^ etc. basis) is outlined* in 

the Appendix. Do not hesitate to let, us know of other services y.oti'd 

like to- have available. We'd like to grow to meet your needs. 



a . Teaches Workshops . , 

We will offer workshops deal ing with any issue raised by this- 
handbook or by the News letters to follow, if asked/ to do so by five 
or wjto teachers who are willing to stay after school. In addition, 
we v are planning %o. offer "general interest 11 workshops on a regular 
schedule throughout the year. t Two weeks before the meetingv^e will 
stuff mailboxes with fliers describing what we plan to cover 
(augmentation of social studies kits, portable videotaping, utilization 
of cassette tape recorders, etc.) and haw we plan to cover it (locating 
problem areas and generating appropriate activities, revising present 
materials, etc.) Those two weeks will give you time to think, gather 
materials, and let us know your particular interests or concerns. At 
any rate, we'll be here for those you who'd like to talk with us. 
(Needless to say, the^e workshops 'will be voluntary.) 
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b. Basic Technology > 

The most conspicious machines in the IMC provide s.ervices 
in six basic areas :. transparencies and graphics, dry mounting and 
laminating, sound transfer ^-video-tape recording and playback, 
' slide-making , and maintenance . 

1/ TRANSPARENCIES AND GRAPHICS 

You can producer overheaa transpdrenci.es and other graphics (charts, 
maps, graphs, illustra t ions > cartoons) at the IMC with the help 
of our local .graphic ^rtist and co-author, Jim Morrow. In the 
case of transparencies, please supplement your vepbal description 
with a few written notes or, better still, a rough sketch of what 
you have in mind (don't forget about overlays). There are four 
basic methods by which transparencies may be created at the IMC. 

r > - 

a. ' Diazo * v 

This is the most common and- flexible system, particularly when 
you need more than one copy of the transparency. The "master 11 
from which the copies are made may be an original design of wor^s 
and pictures sketched into vellum paper, a ready-mad^ chart or 
visual of appropriate' si ze (8 M x 10 1 '), or even another transpar ertcy . 

Each separate overlay may be in a different rcolor. ? 

» i 

b. Therm ill ' 



A particularly detailed black and white chart. or other graphic is 
sometimes be^t reproduced in transparency form using the common 
thcrmofax "secretary" machine rather than the diazo process. The 
original must ba made with a carbon-based material (such as pencil, 
typewriter ink, and most printer's ink, hut not ball -point pen ink 
or water-based marker ink). 

> 
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c. Hand -Made 

A single, one-shot transparency can be made by drawing directly 
onto a sheet of "acetate" (the plastic substance of a transparency) 
and adding colors with "magic markers" or transparent tape. This 
can either be saved for future use, or washed off with a damp rag. 

d. C olor-Lift 

Another one- shot method, this one enables you to turn a color ' 
(or black and white) magazine picture into a transparency. The 
original is destroyed. 




J0 sas/ivj 
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2." DRY MOUNTING AND LAMINATING 

These are processes ^or preserving and presenting pictures from 

another medium (such as photographs, Nat i onal Geographic maps, 

or student drawings) ^ Dry mounting is a way to mount pictures 

(from magazines, newspaper s , 'etc , ) smoothly and permanently on 

cardboard. A piece of dry moun^tissue is inserted between the 

picture and the cardboard. This arrangement is then heated for 

about thirty seconds in a dry mount jiress , which causes the tissue 

to act like a glue, sealing picture to cardboard ,\ Laminating 

means to cover a picture with a plastic coating cabled laminating * m 

film. This preserves it from wear, tear, and strawberry jam. A 

• v 
picture may be lain ina ted after it has been dry mounted , The IMC 

has a 1'aminating mathine, bu>t in a pinch the process can be done 

with a dry mount press or a thermofax machine. 
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3. SOUND TRANSFER 



The IMC is equipped to transfer records to cassettes or reel-to- - 
reel tapes, cassettes to reel tapes, reel t^pes to cassettes,- 
cassettes to cassettes, and reel tapes to reel tapes. Make your - 
accompanying notes as detailed and explicit 'ar possibly, F9r 
instance: are both sides if the master tape recorded on? Should 
bo*th be transferred"? If the copy runs longer than one side, shculd 
the recording be continued on the second side, or on a n-ew tape? • 
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4.' VIDEO-TAPE RECORDING AND PLAYBACK > . • 

If you wo^ld like your class to see a particular selection from 
our library of taped tv shows, we wiH— try to facilitate this* 
In the high school and the junior high school, the procedure is 
fairly simple. For other schools, we will have to bring a portable 
video recorder (half- inch tape) into your classroom and hook it up 
to your tv set. Also, the tape may have to ' be transferred from 
two- inch tape to half- inch tape. Upou your request, we will add 
particular shows to the library. Give us a week's notice of the 
broadcast timc s . 

SLIDE -MAKING 

Photographic transparencies (for slide series and slide-tapes) 
produced at the IMC for classroom use fall into three areas: 
live action shooting ('talking a slide of a person,, plate, event, 
or object with a regular 35mm'or instamatic camera), slide-copying 
(re-photographing a slide onto another slide), and picture-copying 
(transferring^ magazine picture or other visual onto a slide). 
The quickest way to get any give;n slide- job done is for us to 
work together, with you doing most of the actual si ide - taking , 
We^ arc anxious to give you on-the-spot training in each kind of 
si ide-making. 

6'. MAINTENANCE 

The IMC has*pnoplc and facilities for repairing equipment, films, : 
books, etc. Again, please attach a detailed note; to any malfunctioj 
ing machine or material you come across, jjno send it back to us. 



Chapter 5 \ 
LIBRARY SERVICES , 

One of the main functions of the IMC is to be a clearinghouse ; . 
for educational resources of all types. So far, this handboplC — - 
e hds dealt only with resources involved in media production. 
In addition is a vast quantity of completed materials already 
owned by the 1 -system: books and films and loops and strips and 
slides and records and -tapes and charts and maps and -on and on., 
These materials, be they commerc i.ally or locally produced, will 
be indexed in a Union (master) card catalogue for, ready access 
by the entire school population!' (You will ask for an item; 
the catalogue will locate it, and the courier will transport it.) 
School library catalogues will index those materials immediately 
available within t^eir building. And ERIC wil*\ provide access to 
th" v.orl* of people outside the system. Please -kt^ep in mind that if 
you cMn't locate a resource, there is always the option of creating 
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a . The Una on Card Catalogue 

This central resource is in its infancy. It now , encompasses 
the collections of the school libraries and those materials ynce 
distributed by the coordinators. Items, which are too expensive 
to have in individual buildings (like 16mm sound movies) arc also 
indexed and stored in the IMC. While this is already a huge body of 
material , we hope to expand the catalogue further to include student 1 
productions, teacher productions, successful' practices, and even human 
resources. 

Certain limitations d^f the use of the catalogue will be 
necessary. Otherwise, u*e would apjtipipate problems of overlap 
and repetition. Imagine, for example, that/ a group of fifth grade 
teachers work out a" unit based on a particular social studies movie, 

only to find that third graders are shown /the movie because it* 

I ' ■ 

fun and eleventh graders arc shown it because it raises certain 
issues of film technique. While these /ire certainly valid uses of 
the material in question, it do^rTT't ma j/e\much sense in terms of the 
development of an individuals tudent a? he advances through the grades 




To protect the ^effectiveness of /materials designed for whole 
class presentation, we. arc including/ graded level restrictions on many 
items. We hope that this will not be taken as an attempt to drive 
you from particular kinds of resources. Remember, if you find a film, 
tapc,^or slide show you like, you can produce something of similar 
style' or content in your own classroom. 

V . ' 
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help here. Selection is a frustrating business, not only because 
'there are sc many good sources to influence your choice (friends, 
past experience, Bookl i s t and other publications available at the 
IMC) but also because of the lag between choosing and actually 
getting. However, if' you will be patient with us,, we definitely - 
give top p; iority to items that interest you. Do not be shy in 



library at Syracuse University. We have found the -descriptions 
in tl\is well-indexed work quite honest ana reliable, and encourage 
you to make full use of it. The coordinators all have film rental 
budgets. All we need is your suggestion and their authorization to 
get you a film. We'll also ask -for an evaluation so we' 13 know 
■whether to recommend the film to others. 



'If you have a problem beyond the scope of your buildings 
facility, don'jt hesitate to ask us. If we can't help, we'll advertise, 
your problem until someone can. 



asking I 



Every school. will also have in ir a film catalogue from the 
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c. Instructional Materials, / 

We have books, films, loops, strips, slides, records, ^nd 
tapes. Our responsibilities regarding, these materials are two-fold. 
First, we must support their appropriate and creative use, Second, 
we must strengthen weaknesses in the collection. We can do neither 
without your cooperation, 

>> 

To meet the first goal, the,IMC's Newsletter will be used to 
communicate successful* practices you have developed. n Further,. we 
will store these ideas right with the film, kit, strips or^whatever , 
to which they apply. If you are willing share your ideas, we 
should soon have a wealth of locally tried and tested techniques. 
Again, we will limit your particular ideas to your grade level, so 
you won't gel. kids next year who think you'-rc old hat. 



d. HRIC 

KRiC, an acronym for ^he Educational Resources Information 
Center, is a ^nationwide information system designed and supported 
by the U. S. Office of 'Education. Through a system of clearinghouses, 
educational documents of all types (pragmatic guides, reports, success- 
ful practices, dissertations, etc.) are indexed, abstracted, and put 
on microfiche (a card form of microfilm). We have direct access to 
these resources. South Row, Wcst4ands , Byam, Harrington, the High 

School, the Superint endant ' s Office, aVd the IMC have microfiche 

j 

- readers and a subscr.i pt ion to Research in Ild ucat ion , a monthly abstract 
journal announcing recently completed work* in the field of education. 
The RIE's list several-** terns in each subject area. If you'd like to 
read the'fiehc, call in the number (which identifies tin: abstract) 
to the IMC, ■ :uul ;cc 1 1 1 order it for\ou* ^We can order 120C fichesfree 
as part of our subscription to the service, s-o don 1 1 he hesitant.. 

Jf the RIFVs can't lead tq adeauatc inf onia t i on , Vc can make a 
move thorough search using secondary sources. The IMC has' -a master 
index as well as access to a computer which can search the total L1UC 
file. Once you've read the fiche, ue ' 1 1 ask for an evaluation with 
© its return so that wo may circulate it to other interested parties. 



APPENDIX 

r * 

a. « Authorization Pr ocedure * 

♦ 

In order to keep v:ithin the budget and to put money where 
it will benefit the programs as a whole, every expenditure must 
be authorized by a coordinator, principal, or department head. 
These people have made allowances in their budget for media projects, 
however, so you needn't be shy. Just have a clear idea of what you 
want to do a week or so before you want to do it. When we hear what 
you're allowed to spend, we'll provide the supplies and whatever 
assistance you may want/ 

b. Bas ic Costs 

This appendix will ^ivc you ballpark figures for projects 
you mipht like to undertake. Please remember that big projects 
always require more supplies than you initially think of.- We'll 
be glad tvj help- you plai^in this area as well as in any other. 

1 # Posi p n . .Most design supplies are also art supplies and 
r. }. thus handled through your principal, ^ 

4. 

2- XXi!£PX a Ji!i^* T° na ^ e words for charts, posters, trans- 
parencies,, etc., where polished prcscntat ion is desired. 
Var j t yfor . 'This is the machine used by printers to set headlines. 

There is a transparency show in 1 .; all available tvne. 
COST:* Si- 1 '. 00 a foot of type. 
Col u Press Lot t, cr in g_. Inexpensive, professional, tine -consuming; 

each letter is sQt down by hand. 

COST: $1.00 a large poster filled with copy. 

I£i£?2JL IxiXL' LodScs like this. 
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3. Overhead Transparencies , To show stages of a process 

through the use of overlays, to clarify concepts by presenting them 

visually. 

Diazo . Brilliant color transparency made' from vellum master marked 
with India ink or other opaque material. Each overlay 
another color, 
COST: 27* a sheet, 
Thermof ax . Master is any pencil or tyjpcd copy, 

COST: 30(f a sheet. * 
Other COSTS . Acetate: 4£ a s^ect. 

Transparent projection pens: 40<£ a piece. 
Cardboard frames: D$ a piece. 
Plastic frames: 50<f a piece. 
Envelopes: 6c a piece. 

^linges (for overlays): 14* a set. 

/ 

S.1 j des . To stimulate discussion, to present new material, 
to show contrasts through juxtaposition, to present, a variety of 
view points, etc. 

Prod uct ion . Live action, copy from good quality photographs, book 
illustrations, magazine pictures, slides, etc, 
COST; 17* a slide at the IMC. 

28<f a slide in the* classroom with the Ektagraphic unit, 

5, Audio Tape . To record intervicWs/pocjtry/discussian/ group 
dynami cs/ etc. j 

Prod uct i on. , ' MoJi fies-. cxi sting tnpfes by adding' music/sound effects 
by ed 3 1 ip..g . 

COST: Ueel - tc -reel (best for splicing), $1.00 an hour. 
Cassette, 57< an hour. iV 
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6. Slide Tapes , To build students' composing skills, to 
synthesize or introduce a unit. 

Production . Synchronizes slides and audio tape (as above). 

COST: $1.80 a minute (ten slides a minute, average). 
Don't let this frighten you; it is very 
competitive with commercially produced materials. 

Video 'Tape. To allow students to see themselves work, to 
synthesize or introduce a unit. 

COST: $12.00 for a half-hour reel (bnly size which fits the portable 

> ' units) 

$18.00 for an hour reel. 
These are the only units tape comes in, so you must get" a full reel 
even if you're only doing a five minute spot. However, the whole ree 
is then available to your department of school^ for future productions 

8. F i 1 m Making . To synthesize or introduce a unit. 
COST: Super/S Bc,V.', $5.00 for 3 min." 15 sec. 

Super/8,, color, $6.50 for 3 min. 15 sec. 
16mm, BqiV, $9.00 for 3 min. 30 sec. 
16mm, color, $17.00 for 3 min. 30 sec. 

9.. I.) ry Mou nt i ri g . To lengthen the life of paper or boarding. 
Prod u ct ion . To stick photographs, pictures, art work, class projects, 
etc., to hard boarding. * 
COST: ,$1.20 for a 30" x 40 n chart. 

10. Lam in n tin g. To preserve any of the materials mentioned 
under Dry Mounting. 

Produ ct ion . Seals the material in transparent film, not too ^ 
glossy. The dust jackets of all the library books 
are laminated. / x 

COST: X 7t an 8 1/2" x 11" page 
Color Lift. Makes 1 ranspa renc i cr- trow magazine illustrations. 
I Somewhat unreliable -"nd ryins the original. r 

[C COST: 7{ a page. 



